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COUNTER-NARRATIVES 
IN THE MAMM COLLECTION 


Galleries D, E, and F 


Artists: 

Adolfo Bernal, Adriana Duque, Alberto Uribe, Alejandro Castaiio, Alvaro Barrios, 

Alvaro Herazo, Alvaro Marin, Ana Claudia Munera, Ana Cristina Vélez, Ana Mendieta, 
Anibal Vallejo, Antonio Caro, Armando Salas Portugal, Beatriz Olano, Benjamin de la Calle, 
Carlos Cruz-Diez, Carlos Garaicoa, Carlos Rojas, Débora Arango, Diego Dominguez, 
Eduardo Ramirez Villamizar, Edwin Monsalve, Fabio Gonzalez, Federico Londofio, 

Felipe Ehrenberg, Fern Shaffer y Othello Anderson, Fernando Uhia, Fernell Franco, 
Francisco Londofo, Fredy Alzate, Fredy Serna, German Alonso Garcia, Gustavo Zalamea, 
Hernando Tejada, Hugo Hernan Ceballos, Hugo Zapata, Ivan Hurtado, Jill Enfield, 

John Castles, John Mario Ortiz, Jorge Jaramillo, Jorge Ortiz, José Antonio Suarez Londono, 
Juan Raul Hoyos, Julian Posada, Lorenzo Jaramillo, Luis Alfonso Ramirez, Luis Gonzalez 
Palma, Luz Elena Castro, Manuel Hernandez, Marco Tobén Mejia, Margarita Tamayo, 
Maria de la Paz Jaramillo, Maria José Morales, Maria Soledad Londofio, Maria Teresa Cano, 
Marta Ramirez, Maryluz Alvarez, Monica Negret, Olga de Amaral, Oscar Jaramillo, 
Patricia Bonilla, Rafael Echeverri, Roberto Paramo, Rodrigo Arenas Betancur, 


Santiago Uribe, Santiago Vélez, Saturnino Ramirez, Tulio Restrepo, Walter Betancur 


In some museums the collection materializes and reflects the history of the 
institution itself —its efforts and dealings, its inconsistencies and disruptions, its 
transformations over time-. In light of these variables, any investigative or 
curatorial exercise may find, rather than limitations, an expressive force. 


From its beginnings, the Medellin Museum of Modern Art focused on the 
possibilities of promoting and circulating the discourses of its time, and on the 
current artistic production. Despite its late appearance in the institutional 
landscape of national and Latin American art', the effervescence of the period 
and its avant-garde spirit turned it immediately into an important cultural node in 
Medellin in the early eighties. The growth of its collection was related to several 
external and circumstantial factors which today point to its resistance to an easy 
fitting with canonical models of institutional collecting. 


"'] MAMM was founded in 1978 and opened its first venue in 1980, With regards to other museums of 


modern art in Colombia and Latin America (Bogota Museum of Modern Art, 1955, in operation since 1963; 
La Tertulia Museum, 1956; Sao Paulo Museum of Modern Art, 1948; Rio de Janeiro Museum of Modern 
Art, 1949; and others), the emergence of the MAMM is considerably later. This fact allows us to understand 
to some extent its strategies for consolidation and its dynamics of operation, 


It is from this analysis that arises the exhibition Cownter-Narratives in the AMM 
Collection, which includes a group of works that serve to explore the porosity 
and gray areas that exist in the history of the Museum’s collection. Here, 
frictions and tensions are made evident. The concept of counter-narrative 
refers to those stories that are not frequently told, and that is why the curatorial 
process privileges some of the less visible works with the intention of finding 
alternate routes for understanding the institution’s trajectory. 


The exhibition is structured around the notion of constellation, as it proposes a 
series of clusters that are open: arbitrary (since they do not constitute an 
unequivocal or universal reading) and mobile (to the extent that their relative 
position is constantly changing under the spectator’s gaze even if the reading 
appears invariable). In both cases the imaginary paths do not necessarily belie a 
physical or temporal proximity between the objects, which nonetheless does 
not prevent us from secing points of connection between them as we observe 


from a distance. 


Counter-Narratives in the MAMM Collection proposes constellations around issues 
as diverse as the exterior and interior landscapes; leisure and pleasure, 
understood from the perspective of the construction of the contemporary 
social space; the dream worlds of artistic creation; the links between formalism 
and cultural production; and the transits from material experimentation to an 
exploration of concept and process; among other issues. 


In this regard, we must emphasize that the exhibition presents an encounter 
between the various nuclei rather than a unique center. There are no 
hierarchical relations, and non-linear narratives outside of chronological order 
are preferred. It is crucial to consider that the process took two atypical and 
revealing pieces in the collection as points of curatorial departure, particularly 
because of the generation their authors belong to. Marco Tobén Mejia 
(1876-1933) and Roberto Péramo (1859-1939) were important in the 
Colombian art scene as it moved from the nineteenth into the twentieth 
century because each represented an inflection point, in their own way, for 
future transformations of a craft that until fairly late into the twentieth century 
was reticent to abandon tradition and the academy. , 


Tobon Mejia preceded the artistic awakening in the country through his use of 
a language that, although clearly linked to neoclassicism, had the merit of 
introducing an art nouveau aesthetic and symbolic contents in a production 
that was very personal and eclectic in its use of media. For his part, Paramo 


represents the success that the genre of landscape painting (formerly inexistent 
in Colombia) found in the last decade of the nineteenth century’. The great 
achievement of the landscape painters, among which Paramo enjoyed special 
acclaim, was to have engaged the interest of the nascent national art audience 
in native affairs and forms of representation that were much more spontaneous 


and sincere. 


From this, we develop six thematic nuclei that, while autonomous, engage in an 
open and free-flowing dialogue with each other. 


Outside-Inside reminds us that our perception of the city, the landscape, and 
ourselves results from something impossible to complete, since it is not 
continuous but fragmentary, scattered, partial, and always dependent on 
changing lattices that involve complex relationships between inside and outside, 
the social and the intimate. 


Changing Skins explores a reflection around the city as a correlate of modernity, 
full of gray areas and contradictions, into which art bursts with quests that deny 
tradition and express a need to build a visual art out of national themes. During 
the seventies and the eighties, artists took this search to a new level by 
concentrating their interest on local contexts in which everyday situations full 
of anonymous, fascinating characters free from any idealization of the past 
allowed us to discover a poetic value in the ordinary. 


The Dream of Reason invites us to consider the age-old relationship between art 
and the world of dreams. While reason exalted itself as a model for thought 
and as an ideology in the eighteenth century, in the field of art these paradigms 
came to a head. Under these circumstances, a work of art presents a rich 
symbolic meaning that does not succumb before subjectivity or irrationality but 
does not escape them either. It becomes an open field for “light” and 
“shadow,” ambiguity, imagination, and a release from the strictly rational. 


Form as a Principle proposes a group of works that, although different in their 
particulars, have in common a prevailing interest in form and color. However, 
the attention they pay to aspects such as color, rationality, geometry, and form 
—be it abstract or figurative—is not gratuitous. It is the result of being exposed 
to reality and the attendant need to apprehend it. 


1 While landscapes had already been an object of representation in Colombia, as evidenced by the Humboldt 
school, traveling painters, and the Chorographic Commission, nature was treated primarily for documentary, 
cartographic, and scienufic purposes. Ir would not be unl the end of the nineteenth century, 1894 to be , 
precise, for landscape painting to begin to be taught at the School of Fine Arts in Bogota in the first landscape 
class by the Spaniard Luis de Llanos (1845-1895) and the Colombian Andres de Santa Maria (1860-1945). See: 


hetp:/ /www.banrepeultural.org/casa-gomez-campuzano ‘interna.phprc=bC iWVvbmV4cD00bG Vvbg 


The Exspanded Image gives account of how, during the second half of the twentieth 
century, artists succeeded in broadening aesthetic and technical limitations and as 
a consequence were able to offer new possibilities for representation and the 
configuration of images. The ways in which different categories such as painting 
and sculpture were altered, extended, denied, and pushed to the limit, point to a 
shift from a classical theory of representation, where vision was understood as a 
purely receptive act, towards an understanding of the existence of a cultural and 


individual visual framework. 


Lastly, Transgressing Limits offers a view of a key moment in Colombian art in 
which experimentation was directly related to the use of new materials. Urban 
topics, the rejection of tradition, and the incorporation of fields and spaces of 
knowledge beyond fine arts (such as architecture, mass media, film, social life, 
everyday phenomena, and popular culture) became potential sources of artistic 
practice, which confirmed the transition from material and technical problems 
towards questions of method, process, and language. 


Counter-Narratives in the MAMM Collection conveys the same traits of diversity, 
discontinuity, arbitrariness, and decentralization that characterize both the 
Museum’s collection as well as postmodernity itself, a category where 
fragmentation and heterogeneity appear to be the best terms in which to explain 
the social, political, and aesthetic phenomena of our time. 


Melissa Aguilar 
Curator 


Counter-Narratives in the MAMM Collection is a production of the Medellin Museum of Modern Art 
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Juan Raul Hoyos. From the series “City in Transparent’, 2008, Mixed Media (resin, plastic, paper, 


adhesive tape, textil and pigments on photographic paper). 21 x 28 em 
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